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ABSTRACT

My ceramics are made to entice the viewer to live in their present moment by altering their
perception and familiarity of utilitarian objects through means of natural processes found out in
nature. I want the user to be fully engaged with thoughts about time, nature, and being present
during their lives. Life is not just about daily responsibilities and sometimes we as humans can
get so caught up in everything around us that we simply forget to enjoy everything we have
worked hard to achieve. By experiencing something new, we can get out of our comfort zones
and being present is a key element in being able to do so. I intertwine this idea with ecological
processes in such a manner to show how being out in nature can help provide that presentness
and help us realize how nature is indeed not all that different from us. Everything always needs
to live presently.
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CHAPTER 1
INTRODUCTION

Life. Life is made up of time. Time that can go by as quickly as a picosecond—one
trillionth of the second that we are used to seeing on our clocks. This passage is why my
ceramics are designed to entice the user to live in their present moment of time, by altering our
familiarity and perception of utilitarian objects like cups, plates, and bowls, and by creating
alternative approaches to easily-overlooked aspects like handles and lips, to get us thinking about
how to use them.
Our contemporary utilitarian tools have been so precisely designed for use that we do not
need to think about how or what they are used for. We have become so accustomed to these
overly-designed mechanisms that they become just an extension of our hands. This is great for
many types of jobs, as it provides the opportunity for the user to do their work quickly and
efficiently. However, this invisible ease of use can give our brains the chance to run wild with
thoughts, and to be enveloped by our own psyche to overthink our past or to obsess over what
the future may hold. Our attention spans tend to be short, so when the human mind is given an
object they might be familiar with yet are still forced to think about, we are often left frustrated.
My work is made to open up the idea that new things, and reconceived things, are always good.
New experiences, ideas, thoughts, and concepts benefit our minds because humans are curious
by nature and love to learn. It is my hope that the use of my work creates a new, exciting
experience to assist the user with living more presently during their life.
Another thing that has always helped me with living more in my present moment is being
out in nature. To be in a secluded, free, wild spot in the forest, where no one else is around.
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When an individual is out in the woods, they must stay on alert, all the time: To be conscious of
where they are, how they got there, and to differentiate the noise between the forest or an animal.
Does it sound like a large animal or a small one? Is it stalking you or are you stalking it? All
these involvements make us live in the moment because we must be present out in nature to
ensure we are aware of our surroundings for survival. This type of alertness and presentness
underlies the reasons I obscure the forms of everyday objects and then enhance each surface with
a nature-inspired theme. The forms are texturized and inspired by a variety of nature’s processes
that make up different ecologies I have traveled to. Choosing places I have been helps me to
describe the area more thoroughly and allows for freedom when choosing what process to use.
My creative process starts with going out and researching a particular environment like a
Georgia swamp or island ecology, and studying why something tends to grow the way it does.
Do the plants interact? What is the soil like? What are the colorations? Why might the
environment look the way it does? What factors cause this? Then, I will come back to my studio
and start playing with textures and forms that can insinuate or echo these certain ecologies, while
asking myself how might these reactions be displayed to get the viewer thinking about these
environments? What makes these environments different? What might make them the same?
How did I feel when I was present in that environment? It is rather strange how textures can look
practically identical yet come from two different types of ecologic interactions. For example, a
fungus growing on a leaf can have a pattern nearly identical to that made by bugs eating bark,
but each comes from a completely different situation. Recent studies have shown that nature and
human life do have similar principles. A German forester by the name of Peter Wohlleben has
studied how trees actually have many ways of communicating amongst themselves. Trees do the
same things we do, in their own ways. They can recognize their offspring and give them support.
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They can alert other trees when there is disease in the area, or when hungry animals are
munching on their limbs. These areas of overlap are among the things I explore with my artwork.
The term I use to describe my work as a whole is sculptural utilitarian ceramics.
If a viewer were to judge my work on the spectrum of sculpture versus utilitarian object, they
would find it operating midway between, intertwining aspects of certain sculptural and
environmental ideas with everyday objects like cups, bowls, plates, and so on, but without
undoing these latter objects’ intended uses. This is why it is important to me to take our everyday
objects and manipulate their identity with a nature-inspired theme, as it is my hope that my
artwork, brought into our homes to be used, can help people recognize the wildness, presentness,
and strength nature possesses to bring it out within all of us and potentially bring us out into it as
well. When we live in our present we are our most authentic selves, taking in every moment and
taking advantage of our beautiful, crazy lives along with everything the present has to offer and
teach us.

10
CHAPTER 2
LOST
Before writing about my art-specific theoretic and contextual influences, I will begin with
my personal theoretic and contextual influences. My presentness journey all started when I was
having a hard time with accepting my past and not knowing what the future may hold. I would
become completely consumed within thoughts that minutes would go by and I would be
completely unaware until I would look at the clock. It was frustrating not knowing how to stop it
or what caused it. Sometimes it would be difficult to even hang out with friends, as I would be
completely oblivious to what conversation we were having because I would be thinking about
something that bothered me fifteen minutes ago, or something a rude person had said, or
worrying about an exam coming up tomorrow. It was like the anxiety of these things would take
over my whole being until something would happen that would snap me back into my present.
Usually someone’s touch, a loud laugh, or a change in course would do the trick. It is important
to note that I am not pointing my finger around the room. I am pointing it at myself first and that
is why I believe I can discuss these things because I have learned why it happened to me and
now can see it in others.
The only place I could go where these things would never happen was when I would go
for a walk in the woods. When you’re in a secluded part of nature, it demands your attention.
There are different noises, every time, all the time. You must be aware of your surroundings
constantly. If you are not, your unawareness is often accompanied with a trip on a root or a
branch scraping along some part of your body, or maybe even stumbling upon an animal. This is
why my work is so grounded in nature’s elements because that is the one place where navigation
is not easy and is not just given. Nature is not made to be easy for us and it is not beautiful for us;
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it is beautiful for itself. Romans 1: 20 says “For since the creation of the world His invisible
attributes, His eternal power and divine nature, have been clearly seen, being understood through
what has been made.” This is explaining that God has given us nature not to mistreat it but to
prove that He exists. The intricacies in nature with color variety, subtleties of shape, and depths
of development within themselves is what I deem beautiful and what proves that God is the
creator. The environment does not actually care if we are there or not. A flower won’t bloom
solely because we are walking past it. A flower blooms because of a series of extreme events that
happen to the plant to tell it that it is time to bloom. And I love that! Yet, nature possesses an
abundance of healing elements that seem to tell us to enjoy it but not to destroy, manipulate, or
genetically modify it.
All of my textures and forms are inspired by different ecologies, which differ based on
local water and soil availability, sun exposure, coloration, aging, and interactions with species
development in particular areas. These are the key elements I have found for representing a
certain place in time, a certain presentness in the moment. There is a poem called Lost by David
Wagner and I think it speaks exactly to what I am referring to: “Stand still. The trees ahead and
bushes beside you Are not lost. Wherever you are is called Here, And you must treat it as a
powerful stranger, Must ask permission to know it and be known. The forest breathes. Listen. It
answers, I have made this place around you. If you leave it, you may come back again, saying
Here. No two trees are the same to Raven, No two branches are the same to Wren. If what a tree
or a bush does is lost on you, You are surely lost. Stand still. The forest knows Where you are.
You must let it find you.” I get a different interpretation of this poem every time I read it—which
is interesting considering I always get a different viewpoint every time I am out in nature, and
this poem is about the forest. Nature has always been the one place I can go to fully enjoy every
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moment and not be riddled with thoughts about time. I think this poem also speaks about the
forest being an analogy of our lives. Humans get lost mentally all the time, so it is important to
remember our journey all along the way.
In a book called The Nature Fix, the author Florence Williams is a participant of a study
that involved the human brain and being outside. The participants took a test before going on a
three-day adventure into the woods. The test dealt with two words at a time, and then a third
word that somehow related. An example would be the word “grounds” relating to “rides,” then
figuring out what do those two words have in common? The answer would be “carnival.” The
tests were graded and then participants had to retake the test after they came back from their
adventure. The tests scores rose by 22 percent just after three days of hiking, eating, and sleeping
outside under the stars. The test showed that our brains get so in tune with our daily actions and
stresses that we do not have an easy time doing something completely new, but when we go out
and experience nature and get away from our daily routines, our brains start to process
information more clearly and precisely. The happiness of the participants rose exponentially too,
because nature is crazy good for us!
Another important influence on my thoughts about nature is The Secret Wisdom of
Nature, part of a trilogy by Peter Wohlleben. Biology students need to be taught what is in this
book—out of all the wildlife, chemistry, ecology, and biology classes I have taken, I only
learned about the density, interconnectedness, and complexity of nature from Wohlleben’s
books. For example, as Wohlleben writes, “Wolves are a wonderful example of how complex
connections in nature can be. Amazingly enough, these predators are able to reshape riverbanks
and change the course of rivers.” After I read this my mind spiraled back to watching all sorts of
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documentaries about wolves (they are one of my favorite animals), and never hearing about how
wolves dig at riverbanks to change the course.
Here is a baseline for what the chapter explains—I want you to really understand the
extreme turn of events that can happen when humans try to know nature better than nature knows
nature, as this explains in part why I am inspired more by natural processes than by natural forms
or end results. The chapter describes how farmers around Yellowstone National Park hunted the
wolves until there were no more to be found in the area. The lack of predatory wolves led to an
overpopulation of elk. Elk love saplings and saplings can thrive along riverbanks because of
water being of strong supply. So, all these lovely elk starting eating all of the saplings. Now, the
problem here was that saplings are good for the river side because their roots help to hold the
bank in place. Without plants holding the riverbank in place, mud slides and collapses can
happen on a regular basis. Besides this, what else loves saplings? Beavers. These lovely
creatures are not fast like elk, so the elk would get to the saplings before the beavers could.
Eventually the beaver population began to plunge. Forests along with the riverbanks love beavers
because beaver dams allow more water to push farther back into the woods, which replenishes
the forest more widely. This cascade of side effects already hints at the kind of ecologic
complexity my work tries to tap into, but there’s more: Besides all of the above, the elk herds
were also a problem for the bears, because bears love berries—and so do elk. Due to the
overpopulation of elk, bears were losing one of their main food sources, which made them extra
hungry. So the bears started hunting elk calves, causing the elk populations to trend older and
older. Now the good thing about the wolves is that they would rather prey on the older, weaker
elk instead of the young, which kept the circle of life flowing as it should, but the wolves were
gone due to overhunting.
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This barely scratches the surface, but shows the extreme and violent turn of events that
happens just because one type of animal is removed from its ecosystem—the one event becomes
insanely complicated. This relates to my work in terms of how everything operates within its
own ecology. As my work progressed (according to ideas I’ll describe in later sections), I wanted
to break down one large system to show how exhausting and far-reaching these systems can be,
and to show the complexity of their relations. When I am in a certain place I try to notice its
various connections to everything around it, similar to how Wohlleben breaks down similar
connections. This is also why I tend to make multiple forms from the same ecology, as connected
bodies of work. I want the artworks and connected forms to interact with each other just as all
the textures and forms would do naturally out in the environment. I also like to think that by
making my work utilitarian, the user becomes part of that ecology too, and because of how odd
my forms can be, this helps the user have a tender hand in order to show the importance of us
having a tender hand while out in nature.
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CHAPTER 3
POSITIVE AND NEGATIVE IONS
As mentioned before, I am inspired by the idea that being out in nature makes humans
happier and heathier. Sometimes this works in visible ways, other times in invisible ways. For
example, I stumbled upon information about positive and negative ions, which relates to how
nature can influence us in subtle ways similar to the overall feel I try to achieve with each body
of work I make. Of these two ion types, negative ions are really beneficial to our bodies; they are
just oxygen atoms that possess an extra negatively-charged electron, and are produced by things
like flowing streams and other moving water. Negative ions clean the air of pollution, exhaust,
mold, bacteria, and even viruses. This helps the environment thrive, so it is as if nature has a way
of self-healing, and negative ions are part of that system. Negative ions also offer many health
benefits to humans: they promote mental clarity, reduce the risk of respiratory problems and
sickness, improve focus and energy, relieve headaches, and promote more restful sleep. Isn’t that
awesome?
Now, positive ions are atoms that have lost an electron, and they are not so good. The
most disturbing discovery for me about this was where they come from: Electronic technology!
That’s right, all those smart phones we stare at all day are not good. My brain cells are probably
being eaten away right now writing this. Okay, maybe that’s a little too far; but let me tell you
what these little vicious ions do. They promote anxiety and depression, make us tired and
irritable, and weaken our lungs and immune systems so we more easily get asthma and
headaches. Everyday normal house items like air conditioners, dryers, TVs, and microwaves
produce them. Positive ions can also be found outside in air pollution, and so they are not good
for the environment either. Subtle effects like those caused by different types of ion are among
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the many reasons I choose nature as a way of promoting our presentness, because of the various
health benefits nature naturally possesses. Nature helps us live more in the present and is
beneficial for our whole body.
Humans, Nature, Same
I focus on nature as a gateway to get people living in their present because nature is the
one place I have for steadily remaining present. A person can’t be out in the middle of no man’s
land and be thinking about what they are going to do about a problem at work. You must remain
focused and navigate your way through. At the very least, every person needs to be aware of
their surroundings to not get lost or be eaten. I grew up in a hunting family, so I was taught
tracking, how to be quiet, how to navigate, how to listen and know the difference between
random sounds in the forest and the footsteps of animals.
However, I want my audience to realize that there are multiple reasons behind picking
nature as my subject matter. One of the other reasons is realizing how similar events in the raw,
wild wilderness are to those in human ecosystems. I do not just use something because I like
something. Rather, I investigate the processes, such as the local ecosystems and why certain
plants grow a certain way in a particular place and what causes it. Or, what makes one biome
different from another, or what stands out as a key factor into why a certain area looks or grows
the way that it does. The fact that trees send messages to other trees when they are in danger, or
that mother trees send nutrients to their saplings if they are sick, is amazing. The same thing
happens with humans. I love knowing that nature is alive and working on a similar axis as what
humans do. In fact, it would be awesome if humans would be more like trees, in the sense that as
all the trees grow, they never grow into each other. They respect the others’ space in terms of
never penetrating the space of neighboring trees with their own growing limbs. The acacia trees
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in Africa realize when they are under threat from giraffes, so they send a bitter taste into their
leaves to divert the giraffes’ attention elsewhere. Now, that is already cool enough. However, the
trees go the extra mile and alert their fellow species in the area about the danger by emitting a
pheromone into the air that can be carried 70 yards by the breeze. This is survival, and they want
to ensure their neighboring trees’ survival too. Here is another instance: An oak tree will send
nutrients to their saplings. A common forester’s evaluation would be that the mother tree is
choking out the younger trees, so they might cut it down. However, she is actually helping them.
If she were to fall in a naturally occurring way, she would send all of her nutrients to them before
she dies. This helps the young trees live longer. It is detrimental when a whole natural forest is
cut down to add some houses and then they plant young trees around it. Those trees die twice as
fast because they have no connection line, and the amount of sun they get so quickly in their
young lives cuts their lifespan in half. It is such an egotistical human point of view that we think
we know nature better than nature knows nature. I want my work to highlight how brilliant
nature can be and has always been—without us trying to control it. We need to be respectful.
Let’s just imagine for a second if nature could fight back, like if a tree would throw a uppercut
punch if it didn’t want its limb sawed off. We would lose every single time. And in some senses
like forest fires and floods, it does.
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CHAPTER 4
TACTILE SENSE
Having just finished discussing how important it is to be out in nature, and how smart and
connected nature is, now I want to dive deeper into our bodies and see what societal norms have
altered. One of the problems with society right now is that we have decreased our interactions
with one another, which negatively affects our tactile sense. Our tactile sense is one of our five
senses: smell, taste, sight, hearing, and touch. Robert Federico wrote a fascinating article about
how every body has approximately twenty-two square feet of skin, and in every square inch of
that there are 106 touch receptors, 200 pain receptors, six cold receptors, and one heat receptor.
When we physically touch another human skin to skin, our bodies crave it and it releases the
hormone oxytocin which is a bonding hormone. Oxytocin has a range of health benefits, such as
boosting our mood and increasing our wellbeing, and has a lasting effect on the body. It is vital
to get four hugs very single day if you want your body to run at its best.
Now, our body also produces a similar hormone, called dopamine. This is an adrenaline
hormone, which means it comes and go rather quickly. For example, we produce dopamine when
we get a “like” on a picture on social media, and our body becomes addicted to that hormone so
when the high from the “like” on the picture goes away, our body gets sad and wants to have that
experience again. Over the long term this causes anxiety, because we want that continual high
like oxytocin can give. The problem here is that people do not touch each other anymore. A
shake of a hand or a hand on a shoulder might be a thing of the past, and we may never get that
type of friendliness back. In place of oxytocin, our bodies come to crave dopamine because it is
very accessible to us now, and we eventually end up with the types of social media addition we
see today.
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Even aside from high technology, our overall relation with each other and with our tools
has changed. For example, fifty years ago, if someone wanted to cut a tree down they needed to
grab their ax and call their buddies to help out, and such working-together maintained human-tohuman contact, which kept our oxytocin levels higher. Today we might just call a tree service, or
use a chainsaw to do the job faster. I believe from uncomplicating our tools we have become
unaccustomed to asking for help, which results in our tactile sense not being diversified enough,
which in turn can make us not only more agitated, but also uncomfortable when faced with
unfamiliar encounters, experiences, textures, and engagements.
Our time in nature vs. Our time at home
Have you ever noticed how different our interactions can be inside our home versus out
in nature? Maybe you’ve noticed how another person in your family or possibly even you
yourself can get frustrated when something goes wrong inside your house? I know I have a
problem with having a red mist moment after my hip slams on a certain corner in my kitchen, for
example. It always throws my whole momentum off and then I cannot even remember what I
wanted to do that resulted in the hip slam in the first place. Maybe someone else’s frustration
comes when a drain gets clogged or a light bulb bursts and you must divert your plans to take
care of the problem.
Now, let’s compare that to being outside. Have you ever gone for a hike in the woods and
seen anyone screaming and kicking a branch because it was across the path? Hopefully not.
Being out in nature does not have the same effect on us as being inside does. Life has taught us
to have three types of reactions while out in nature. One: Make your own path around the branch.
Two: Try to move the branch. Three: Jump over or dive under the branch. These are just some of
my observations, I have no idea if anyone has researched this or even cares about it as much as I
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do. However, C.S. Lewis provides some pretty interesting ideas that circle around what I am
talking about in his book, Mere Christianity. He talks about how humans have always tried to
have control over situations. The only problem with that is the fact that we usually never do.
There will always be too many variables that factor into the scenario for us to have complete
control, both outside variables as well as our internal variables. Lewis goes on to explain that we
as humans always have opinions. “Oh that’s not the right kind of rock,” or “This sucky tree isn’t
providing enough of shade from the sun.” However, here we are using our personal judgment
instead of “The Reality of the Law,” as Lewis calls it, to bring us to those conclusions. That is
why I must always humble myself because I think nature is beautiful, but there is probably
someone somewhere who thinks it is not. The reality of the law is basically that there is a reason
for everything that happens out in nature, and resolutions we can see. The rock or tree doesn’t
perfectly fit our purpose, so we tend to think it is wrong—however, if we were to examine the
sun exposure, soil density and water availability to judge the tree, we would find that it is just
obeying or living by the circumstances it was provided. I find it rather comical that we tend to
have more irrational thoughts like those while inside our homes. “I hate this toilet,” or “this
countertop is ridiculous” Could it be because we are in man-made structures so we expect it to be
more resolved? Or is it because we are mad that our houses will never have the mastery that
nature does?
Time
Time has a way of complicating our lived experiences. Everything is so fast paced; we do
not have time to breath and enjoy our lives. Our minds are consumed with thoughts about jobs,
relationships, pets, household duties, paying bills, and an abundance of other daily stressors.
When we return to our homes, we are often so exhausted that we are short-tempered and ill-
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mannered and do not enjoy everything we have worked so hard to achieve. It is like we have
become so accustomed to worrying about having all the things we desire in life that we forget to
enjoy to them because we are consumed with worrying about keeping them. In Luke 12: 25, 26,
Jesus asks about what worrying can do. “Can all your worries add a single moment to your life?
And if worrying can’t accomplish a little thing like that, what’s the use of worrying over bigger
things?” Is that not crazy and amazing at the same time? The realization that worrying gets you
absolutely nothing except making your mind go utterly insane? It is like the breaker of chains. It
gets nobody nothing so what’s the point? Right, there is none so don’t worry. In Luke, Jesus goes
on to say in verse 31 to, “seek the Kingdom of God above all else, and he will give you
everything you need.” Live your time because worrying gets you nothing, and take comfort in
the fact that God knows your needs and takes care of them.
My work is produced to deliberately test our presence and life in our current era, to
counteract some of this reality. The objects are forms that we are not used to seeing and using.
To interact with them we must focus our attention, and that attentive focus keeps us in the
present. During my research, one of my professors gave me an article that was about a set of
artists working with a similar intent. Their names are Arakawa and Madeline Gins. One of their
pieces, called Reversible Destiny Lofts, is a building made to intentionally mess with our brains
because of how bizarrely everything is laid out: the ceilings are vaulted in weird ways, the doors
are put in odd places, the floors are uneven, and so on. The artists’ main intent was to combine
all these weird experiences together for the audience to interact with something new. Crazy,
awesome things can happen when we humans get to experience something new, something we
have never seen.
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Figure 1, Arakawa and Madeline Gins, Reversible Destiny Lofts, 2005
A book called The Mindful Brain, written by Daniel Siegal, discusses how new
experiences help the individual. In his book, Siegal discusses neuroplasticity, which is the brain’s
ability for neural networks to rearrange, change and grow. Our brain’s neuroplasticity is
heightened and used when we are experiencing something we have not done or seen before. This
gives us more awareness of our mental and behavioral patterns so we can better understand our
emotional state. This usually results in the individual being happy or satisfied. It is like that one
picture that floats up in all kind of places that shows our comfort zones and how the “magic”
happens when we are outside of that comfort. All humans have a desire to learn because when
we are learning we are growing, strengthening and evolving our metal capabilities.

User-friendly vs Present-friendly
Let’s talk about the difference between what I call user-friendly and present-friendly. A
user-friendly object is something manufactured and overly designed for the ease of the user.
He/she does not have to worry or even really think about how to use the object. It is about the
universal commercial aesthetic we have become so accustomed to seeing that it becomes second
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nature, practically by design. There is usually nothing out of place or nothing new between the
brands of a universal tool. However, it is quite funny sometimes if there is something out of
place, such as simple as a button on a drill—people get so mad! I have heard so many carpenters
complain about silly things like that and it usually results in them sticking to one name brand for
all their tools. It is like they curse the other brand for being so terrible to their buyers that they
would even dare to put the button of a user-friendly tool in a different spot.
Now, a present-friendly object can either be something we are not used to seeing or
using, or something that might look possibly familiar but then once we try to use it, it shows
itself to not be familiar. In my work I do not go so far as creating a whole new invention, but
instead I take tools that we are used to using on a regular basis and then alter our experience with
them. For example, I might combine a series of different holding or pouring techniques for a cup
or pitcher, or switch up textural components from our usual expectations, or manipulate forms to
take our head space out of the expected and make the user question the tool’s or object’s
intended use.
Here, I am deliberately trying to work the user’s neurons just enough to prompt a bit of
reorganization. I want people to get excited about using the objects. It is about the individual’s
mental health and their relationship with themselves. I want my work to assist in the living of our
present moment because a lot of daily stressors come from contemplation of past or future
events. That is why I intentionally attempt to mess with the user’s brain, to arrange things so they
must be completely involved with trying to use one of my utilitarian objects, in order to build a
relationship and trust within themselves so that they can figure out the function. Another key
element is nature, which I will describe shortly in terms of its relation to my work. As mentioned
before, being outside has been one of the key components to helping me overcome my daily
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stressors, and I know that it can help everyone in the world if they would just take the time to
venture out. A result of living in the present moment is having more deep and meaningful
connections and conversations with people, because then we are not dwelling internally. It helps
us enjoy our lives as a whole, not just in one area.
People using Art and Art using People
Conceptual artists during the 1960s, like Sol LeWitt, Robert Morris, and Donald Judd,
focused their works on creating what Michael Friend called theatrical space, where the viewer
played an important role in activating the room where the art resides. Their ideas were radical
and would change the face of art: the viewer does not just look at the artwork but is part of a
shared situation with the artwork.
A connection I have not seen made, however, is that if utilitarian art is meant to be used
by people, such theatrical art uses people. Both ideas are just reversed in terms of who or what is
being used. And I love that! I was reading Paragraphs on Conceptual Art by Sol LeWitt when
this idea hit me. I was very intrigued by the article and was seeing parallels in my own work with
some of his concepts. Humans have been putting stipulations on everything since the dawn of
time. Artists like Robert Morris and Donald Judd, for example, put a limit on their art by
deciding that they want their work to activate both space and the people within it. This makes the
viewer notice the whole space the artwork occupies, and makes them a part of the experience. In
other words, as it dawned on me, the art is using the people who come to the gallery. On the
other hand, a contemporary artist like Andrea Zittel needs her art to be used by people in order to
really activate it. Both aspects offer interesting dialogues and, in the end, either the people or the
art are being used for the purposes of the other side of the equation. For example, let’s take
Jasper Johns’s Flag painting. Johns did not paint a scene of a flag blowing in the wind on a
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sunny day, he painted our flag on a whole canvas. It completely flattens the painting and erases
any type of foreground, middle-ground, or background. It is no longer a painting to look through
but a painting on the surface to be looked at. This makes the viewer and the space part of the
shared art experience. We are in the space with the flag, and the flag needs us to activate the
room to activate itself which makes us aware of our surroundings. Johns’s Flag uses the viewer
to complete the work.
Now let’s take a look at fine art that works the other way, that needs to be used by
people. Andrea Zittel constructs small shacks and spaces in order to ask questions about what is
the right way to live. For example one of her series of works, Wagon Station Encampment,
consists of small constructed tent-like structures on wheels that are placed out in the world for
people to use. Her work just sits there doing nothing until someone comes by and wants to use it,
which fulfills her idea and is the reason why she makes her art—here, the artwork uses the
viewer but the viewer uses the artwork to get something utilitarian out of it, such as shelter.
There is also a ceramic artist named Kip O’Krongly who draws on her functional objects,
depicting animals like cows, goats, and chickens nestled between clouds. She creates these to
create awareness of the methane gas animals produce when given improper food. Besides these
two examples, I have seen many conceptual ideas considered, where an artist is making art
intended to be used. Such work has to deal with personal aesthetics, yes, but is also intended to
explore how to incorporate ideas about the world into the work, while remaining user-friendly.
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Figure 2. Andrea Zittel, Wagon Station Encampment, 2015
I also believe we are not being 100 percent honest with ourselves as artists if we do not
think we make art so that we can use it—if not physically, at least mentally. Creating is often a
stress reliever, and it helps to uncover pieces of ourselves, and find out what we deem the most
important. A majority of artists are trying to bring awareness about some issue or controversy
into the public’s eye, to heighten their knowledge and hopefully spark a passion for the topic. As
art creators, we are constantly tweaking our work and trying to further understand what our work
is saying, and to find out if it is saying what we want it to say. Gustave Courbet was no longer
interested in painting the glory of war and all the flawless leaders to make them look idealistic.
His work evolved from deciding that he wanted to show his viewers what truly happens in life.
An outcome of this is his Stonebreakers painting, where he displays real people doing their real
jobs, the hard work that is involved, and the fact that it is not always “pretty.” He discovered that
creating paintings like that was the most important to him. Courbet even states, “Fine art is
knowledge made visible.” Knowledge about the artist’s topic, of course, but also knowledge
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about their personal self. I think we search for answers in our work about what is most important
in our lives in general, and to ourself as a creator.
There is another point of similarity between theatrical art and utilitarian art: Each theory
requires the artworks to sit and wait for people. An example would be Robert Morris’s mirrored
cubes. He put them into a white gallery on the floor, where the art waits to be activated by the
people who enter the room. The work just sits there, and beckons viewers in so the work can do
its job—which by Morris’s own terms is usually to be as boring as possible in order to make the
spectators appreciate the whole space as a shared context. Work like this might even make the
viewers walk a certain path around the gallery to ensure a certain type of experience. Utilitarian
artworks also sit around and wait for people to use them in order to do their job. Cynthia Bringle
is about as functional of a ceramic artist as one can get. She even makes sinks for people to use
in their homes. The experience she wants to provide to the viewer is only fulfilled when her work
is used by a person. The ceramic pots just sit and wait for a nice person to come along who
decides to buy them for their cup of coffee or tea every morning.
As a whole, I believe that both theatrical art and utilitarian art have an equally important
role in the art world. Both can be valued for their similarities and differences, but one is not
better than another. What the creator chooses to focus on for their work is their own choice:
Artists must make aesthetic decisions about what they want their art to do, and then pursue it no
matter whether they get heat for it or are praised for it. We are not here to be encased into a
bubble of a certain theory, or else why would we choose to be artists. The phrase I always hear
when I tell someone I am an artist is, “Artists can do anything they want, it is so easy.” So I find
it interesting when it is frowned upon when we actually do that. Now I am not saying we should
not have a context and framework to our work, because we definitely should. That is just one of
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the things that makes a professional artist different from a five-year-old artist. We not only need
to know what category we want to play in, but also how to push against the limits within that
category, and to create something that can withstand critical comments. Understanding where
our artwork belongs, as creators, assists the viewer in being able to ground our work to a specific
set of ideas and helps them make sense of it. But that aside, we should not have a hierarchy of art
theories and such harsh lines between which mode of artmaking—fine art or utilitarian art—is
better and which is worse. I feel if we can do that as a community, it would enliven artists to stay
as truthful to themselves and to their art and create a whole new set of ideas to evoke a new art
era.
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CHAPTER 5
ENVIRONMENTAL AWARENESS AND POSITIVE CONNOTATION
One of the underlying aspects of my work is the hope that it will plant a mustard seed in
the user’s brain about the importance of untouched nature. The possibility that the next time that
person goes to throw a candy wrapper out the window, they don’t. The chance that before they
go into their home they might pause and look at the subtle nuances a flower possesses. Hopefully
even to spark an interest in really investigating their backyard. My work shows the subtleties and
complexity of nature that can be found on a grand scale, as well as on intimate scale. My goal is
to help the audience grow closer and more interested in the environment, because it possesses so
many health benefits even just by respectfully being out in it. I want my artwork to possess a
positive connotation, leaving the audience feeling fresh, feeling good, empowering them to live
in their present and not being afraid to go out in nature. That is how I believe, as artists and
humans, that we can make a positive impact on the world.
Presence vs Presentness
One of my favorite essays is by Michael Fried called Art and Objecthood. To me, this
really helped me contemplate and visualize what I wanted my work to do once I found my niche.
It basically talks about how there are two types of art: Theatrical and Absorptive. Another way to
talk about them is Presence vs Presentness. Theatrical art was first admitted into the artworld by
Jasper Johns (please refer to the people using art and art using people section) Then, Robert
Morris took a step forward by placing gray square cubes into a space to activate the space around
the cubes. According to Fried, this work is so blank it makes people become part of the
interactive space with and around the artwork. The audience is no longer just looking, but
moving about the space in a specific way because of the way the cubes are laid out. It can make

30
people wonder about all the small things in the gallery and if they play a part in the installation
or not. Hence the name, Theatrical Art, as if artwork and viewer share the same stage. The work
has a presence in the room. Such work must be of a certain size and scale to have a definite
presence, it needs to get the viewer’s attention. For a non-art example, let’s think about being in
a busy train station. Train horns blowing, everyone rushing to find their train, small areas to
navigate through, voices over the loudspeakers. Ever notice how everyone just somehow
metaphorically links up and people do not run into each other? It is like we instinctively find the
rhythm and can microtune our bodies to move faster or slower to avoid clashing with another
person. That is theatrical. We are theatrical.
Now let’s discuss absorption a.k.a presentness. I’ll start the with train scenario first. Now
imagine you find your train but it’s not boarding yet. So you might place your bag down and
look around. Maybe you come across a person who has a crazy patterned shirt and so you stare at
the shirt. Looking at all the subtle details and nuances of colors. Maybe it even makes your eyes
freak out for a second. That is absorption. You might get so caught up at your fascination with
the shirt that you almost miss boarding the train! The shirt has a presentness to it. The viewer
gets lost within the shirt and it is the same concept with art. Now the funky part of all this is that
I believe my work does both. My work is utilitarian, and I believe it reaches its fullest potential
when someone is using it. The utter weirdness that may happen while holding something you are
not accustomed to fascinates me. The presentness of the objects comes in when looking at all the
textures intertwining with each other and moving around the piece. My textures are about nature
but I do not imitate it or take a piece of it and push it into clay. It is what causes the textures and
the processes that I am particularly concerned with.
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CHAPTER 6
DEVELOPMENT OF WORK: TEXTURES

When I first started I was focusing a lot on topographical maps. I would pick a particular
environment I had visited, focused on whatever location inspired me the most, and then I would
carve into the clay to get a variety of textures that would represent that place. I would put
coordinates of the locations I had been to in case the viewer would be curious enough to research
it. I focused a lot on flowing, curving lines in all of these works. The forms themselves would
primarily be manipulated around the lip or the feet to give an organic feel, while the body would
remain untouched to give it a classical thrown feel.
After some feedback, my work was not saying what I wanted it too. I wanted to ground
the user in the present moment by heavily texturizing the surface while inspiring them to take a
trip outdoors. But a disconnect was there. This was when my work started to move into flight
migrations of birds to represent the idea more sincerely about traveling. I took interest in birds I
had seen before and would research how they would migrate from place to place, and then take
the migration patterns and carve them into the surface of the pot. The surfaces got more
complicated with more experimentation, layering certain types of textures with multiple flying
patterns. While I was producing this type of work my mind kept wondering, “Is this the only
thing your work is going to be about? Do I really care so deeply about flight patterns of birds
enough to want to educate the public about it? What about it matters? Is there a deeper
meaning?” Turns out, my head was not really into this work. I fought with textures overpowering
the forms and I kept wanting more and kept coming up short.
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After a lot of research, I wanted to focus more on the environment. The secrets that
happen within the forest. I really like researching not-widely-known subjects like environmental
connections, nature’s role in human health, and human health in general. It excites my
commitment because I get to educate my viewers about ideas that are around us all the time but
that we often do not take time to notice. In a way, I am plopping ancient ideas about self and
nature into the lap of the user for them to decide if they really care about the subtle nuances
found around us or not.
My ideas really started clicking after one particular discussion with a professor about
process. I realized I was spending all this time looking at the grand scale of nature and shrinking
them down to fit on a pot when what I needed to look at was all the small details that make the
grand scale. We discussed ideas like, “What are the processes in nature? What interactions make
a particular environment look the way it does?” This was when my geek meter went to a full 100
because I realized throughout my whole life I was curious about those aspects in nature. (That is
probably one reason why I wanted to be a biologist when I first went for my bachelors.) My first
piece, that came out of this alternative way of thinking was a flower vase and it was a huge
turning point for me. It started small in terms of what processes made the form turn out the way
it did, in this case making a form with movement that was inspired by insects eating underneath
the surfaces of bark and intertwining that with delicate flower curves. I wanted it to look like it
was in motion, like how a mud puddle splashes when a car drives through it. (I know that’s not a
delicate sensual idea, but hey it worked!) I desired that force of movement.
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Figure 3. Lyndsey Frantz, Untitled #4, 2019
After that piece, my work evolved into what it is presently. I really take time to
understand the way I felt in a particular place, and draw upon the local processes that caught my
eye the most. It is the processes in those environments that my work displays. For example, if I
am creating a work about western Montana I will take the freedom to focus on the grand or
intimate scale. I might even combine them both. If I am looking at the Rocky Mountains, I will
use a more geometric-style texture. If I am looking at the way a calm stream flows, then I might
use a more delicate, gliding texture. If I am looking at a flower then I might produce a texture
that has the same feeling of color. I will never try to copy or imitate a specific texture in nature
because nature will always do it better than me. I investigate an area and then plan according to
the interactions that take place within it, considering the system of how everything is connected
and relates in that place, to produce a piece that is not actually there but is made of various
processes that were found there. For example, my one Sangria set, Ecology 4.3, is based on
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Georgia swamps, and to make the textures I took the way spring pollen floats on top of the still
water, and combined that with how certain tree limbs and trunks are exposed only during specific
parts of the year allowing for specific types of decay to ensue. I also loved how waterlilies would
bring a vibrant color to the decaying matter found in these wetlands, and how the cypress trees
grow in water and they use their roots to breathe by allowing them to grow above the water or
along the bank. I love how the chaos somehow comes off as relaxing in my mind, and this
combination of qualities and effects is what put into my work.

Figure 4. Lyndsey Frantz, Ecology 4.3, 2019
Forms
My forms still take into consideration the basis of ecologic forms, but this is primarily
where I take the ideas of presentness and of altering our familiarity with the objects, and bring
those aspects to life. An example of this is challenging the ideas of what an object’s handle, foot,
lip, or pouring spout needs to be or look like. I examine forms throughout history, like
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fourteenth-century Chinese pottery, nineteenth-century French ceramics, and works from the
Bauhaus movement to come up with subtleties not usually found on utilitarian objects.
It’s interesting how functional ceramics has switched back and forth throughout history to
be either very ornate or strictly function-driven. Some of my favorite findings were the Crete
Pythagorean cup and English fuddling cups. A Pythagorean cup is also known as a greed cup,
and it had a hole in a certain place so if the user would fill it past a certain point, the wine would
spill out. A fuddling cup is a series of cups joined together so that the user would need to figure
out what cup to drink from first in order to not spill their beverage all over themselves. With
some of these ideas in mind, my cup rims are often uneven to get the user thinking about where
the best placement for their lips are. Or perhaps a pitcher’s spout is too narrow, in order to make
the viewer think about how fast or slow they can pour, or it might have special foldings over the
opening to mess with the user’s mind, because that function was never presented to us in that
way, in that type of form.

Figure 5. ZMC Science, Pythagorean Cup, 2015
In a way, I force the user to make the decision for themselves instead of me making the
decision for them. There is an interesting thing that happens there: The work limits the user’s
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decisions by purposefully complicating an angle, position, handle, or texture placement, but this
often leads to more possibilities for the viewer because it is done in such a way that is not a
conclusive. For example, in my Ecology 8.0 plate series, each work has a specific spot to hold it
to protect your hand from the hot food. Each plate is also designed to be used by either the left or
right hand, by controlling how high the rims are in certain places. If the user finds the ideal spot
to hold then that’s great, but I am not bothered if they never do find the “sweet spot.”

Figure 6. Lyndsey Frantz, Ecology 8.0, 2021

I have never been a fan of the lip, the foot, and the body of a form having separate
identities. Beginning potters need to focus on these things separately to understand balance, with
each section possessing a different trait. This can be seen in a lot of beginners pottery, where
they only alter the lip, foot, or body but do not alter the rest of the form accordingly. My work
ties these aspects into one another so there is not a definitive end or separation between them.
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My work also plays between spectrums: it might go farther to the sculptural weird side or to
utilitarian familiar side, depending on the function or ecology that I drew inspiration from. I tend
to think of a certain place and then will decide what functional forms to do. What forms can be
obscured to represent that place? With one of my latest works, Ecology 3.0, I wanted to
reconfigure the idea of a plate, and the way plates tend to be very flat and lay perfectly connected
to the table surface—one of the simplest forms we have. Applying high feet to the bottoms to lift
the plate allows the user to see under the plate. These plates were inspired by Badlands National
Park in South Dakota. The landscape is remarkably diverse there, with rolling mountains
combined with sheer flatness all around. The mountains are smooth because of the strong winds
and the inhabitability of plants to grow. Various shades of tan cover the mountains and blatant
changes in textures are not easily seen. Contemplating some of these processes is how I came to
the production of these plates, with their coloration and combination of features.

Figure 7. Lyndsey Frantz, Ecology 3.0, 2020
Importance of Handles
When I first came into grad school, I had the “perfect” handle mastered. I received a lot
of compliments that my three-finger handle was appropriate for a variety of hands. However, I
got bored pretty quickly with that handle. It was repetitive and I no longer had to think about it
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because I had made so many. I slowly started to experiment with different ways of adhering the
handles to the pots. For example, I would make different connection points and place them on
parts that looked “off” to me. Once I started, I could not stop and really started questioning the
definition of a handle and what form it had to take, if any.
The one problem that came up was that it was almost impossible to take the identity of a
handle and make it look completely different while it still remaining comfortable for both the left
and right hand. This was the turning point when I realized the need to start focusing on one hand
to see if I could truly transform a handle. I am left-handed, and I never knew that only about ten
percent of the population is left-handed. I decided to focus on the left hand. Not because of all
the years I was made to use my right hand, but because the left hand is part of my identity and I
knew I could transform a handle to fit correctly and feel comfortable in my left hand. I no longer
had to worry about the anxiety I would feel when making a handle to function in both hands,
because I was never quite sure if my handle would feel good in a right hand. I also chose this
avenue, not to exclude right-handed people, but to include them in the experiences that a
majority of left-handed people deal with every day. I also concluded that this would be another
great way to entice the user to live in their present moment by using their nondominant hand—
especially since the other 90 percent of the population is right-handed. New experiences take us
out of our comfort zone and into our present moment. Please see above, Figure 4, to see an
example of an altered and manipulated left- handed pitcher.

The handle was developed as a way to keep our hands away from something that is too
hot or too cold. I believe it is mass produced the way it is now because it does not take into
account the unique qualities of the individual user. The sameness of the boring four-finger mug
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opens up its ability to be used by many users precisely because of how unindividualized it is.
This makes it great for the masses in terms of being universal, but falls short in every form of
originality, uniqueness, or interest level as far as I am concerned. Who likes boring? That’s right,
no one.
Glazes
My approach to glazing can be just as intricate as the creation of the whole form. I
usually spray my glazes, because this allows me the freedom to layer multiple glazes together on
the same piece, and so vary the amounts and get different interactions and increase its
complexity. Because I use a majority of my own calculated glazes to experiment with unusual
colorants, and dry materials to get microcrystalline formations, the result of the glaze is different
each time. Each piece has an arrangement of other color-influencing techniques like mason stain
washes, oxide washes, and colored slips to create diverse tactile experiences. I strive to have both
matte and glossy surfaces, in order to represent the foreground and the background out in nature.
Along similar lines, the diverse range of raised or lower textures, as they interact with both matte
and glossy glaze surfaces, allows me to both represent nature more accurately, and to present the
viewer with a wide range of possible interactions.
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CHAPTER 7
THE WORD “PRECARIOUS”
The main definition of precarious I found on Google are, “not securely held or in a
position; dangerously likely to fall or collapse.” Second is “dependent on chance; uncertain.” I
will admit my work does push this limit, but it never crosses the line into either of these
definitions. I make my work to “test” you. To slow you down. To fully enjoy your moments in
everyday life. A normal mug out of Walmart is a very easy tool to keep a person out of their
present. The user can take a drink of coffee or tea without even looking at the cup. It is easy, it is
accepted. It is almost like the overly designed pen; the brain does not need to think about how a
pen is used because we have become so accustomed to the way they are made. This ease of use
messes with your brain and enables you to keep living outside of your present. You no longer
take joy out of completing one task. It is like society wants us to become robots: No feelings, no
joys, just work and more work, and oh yeah, more work.
My work entices the user to live in their present moment by altering and deliberately
messing with the multitasking mindset. My cups, tumblers, mugs, chalices, and goblets do not
have a distinct foot, a distinct lip, or body. Everything blends together and the user must decide
where they think is the best way to hold it or place it down. Hence presentness. My ceramics
manipulate the way you perceive the object. But they are not precarious, and this is the key
reason why: Once the user figures out their best way to use the object, it is completely stable. It
is not going to be knocked over if a gust of wind comes. It is not going to be knocked over if you
place a folder on your desk. It is confident where it stands, it is not uncertain. When I think of an
object being precarious, I also think of it being disproportionate. Maybe the top is so big, bulky,
and flared out, only to be met with a tiny, puny foot made for a fairy cup. I can assure you, I do
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not make those type of disproportionate or precarious cups. I only push against the limits of the
utilitarian ceramic world. On the cusp of the precarious, but not precarious.
Utilitarian artwork not being shoved into a cabinet
One of the theories behind my work is bringing nature’s textures indoors, so that the
viewer or user may appreciate these textures more when they do make their way into nature.
That is one of the reasons for creating pedestals and shelves for my work to reside on when not
being used. My work is meant to be visually pleasing as well as functionally pleasing. I have
never understood why utilitarian artwork is automatically supposed to be made to fit perfectly
into a cabinet. When there is a prestigious art show, none of that artwork is hidden in a cabinet.
A painting is not made to fit into a cabinet. A sculpture is not made to fit into a cabinet. So, it
should be okay when utilitarian ceramics are not made to fit into a cabinet. Ceramics should be
presented in the same way any other type of artform is. I do understand that handmade ceramics
resemble the mass-produced items found in stores that we use to eat from. However, why is it
just assumed that when something is ceramic, its home is supposed to be in some dark dry
cabinet only shown the light of day when the user wants to grant it? Well surprise, I rebuke that
too. If I make a set of something, they do not nestle together, they are all different from each
other and individualized. I do not find joy in making the same repeated items, I get bored way
too quickly. Part of my reasoning for never making two of the same is the fact that nothing in
nature in ever exactly the same.
Pedestals/Tables
One important thing that happened during my second semester of grad school was
realizing that if I wanted my work to make people want to go outside, I actually needed to take
the work outside. I placed a three-bowl set outside on a plain white pedestal between some trees
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that led back to the forest, and had a full faculty critique. Two really important realizations came
from that. One, when I put my highly organic-looking, nature-inspired flowing forms outside,
they looked man-made. Nothing can compete with all the complexities found out in the forest, so
what looked like organic forms inside suddenly changed when placed outside. Two, the white
pedestal made everyone not want to touch my work because of how we are so used to seeing
those pedestals in a gallery setting, which often means: high class, and no touch.

Figure 8, Georgia Southern University, White Pedestal Example, 2019

My first attempt at addressing those problems was my first iteration of a different
8pedestal. I call them pedestals because my work is fine art. I wanted to intertwine the idea of a
pedestal with the familiarization of a table. I wanted to experiment with materials I had not used
before, so I decided to make the tops out of concrete and acid wash them. The pedestal forms
themselves have harsh geometric outlines to enhance or counterpoint the organic qualities of my
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work—to be complementary if you will. The bottom of each pedestal was made to be left open,
to simulate a comfy table found in a home. I never wanted them to be white because I was so
sick of the “white pedestal,” so each had different color variations; brown, gray, and tan.
However, one of the problems with these pedestals was that the color competed so much with the
ceramic work, and influenced the possibilities of what ecology I was examining with each piece.

Figure 9. Lyndsey Frantz, Gray geometric pedestal, 2019

So I tucked my tail and went back to the drawing board. I decided to stick with the idea
of a white pedestal to have no influencing color. However, I wanted to experiment with altering
the viewer’s perception of the pedestal concept and hoped it would enhance my set of ideas. That
is how the current forms came about. I decided to embrace the fact that I love natural flowing
lines and forms, and to texturize them in such a way that highlights the surfaces on my ceramic
work. The pedestals can take on many different identities, from coral formations to cave
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stalagmites to volcanic vents to rock formations. The pedestals and my work speak together as a
unit instead of trying to evoke separate, complementary identities. They differ, but both are
formulated out of processes in nature. Their combination is the perfect way to showcase my
work.

Figure 10. Lyndsey Frantz, Organic white pedestal, 2019
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CHAPTER 8
PRESENT IN PRESENCE EXHIBITION

My whole thesis show revolved around creating a space that took multiple approaches to
help the viewer have a unique experience. After all, that is the basis for my artwork, so I felt the
need to create a whole space that functioned on a similar axis. I really wanted to alter the space
and have something that made the audience start to question things as soon as they walked into
the gallery. I wanted to create a work for someone to step over to come into the gallery, to give
the illusion of leaving all of our preconceived ideas about ceramics at the door and just be able to
enjoy something purely as it is. However, due to gallery specifications and access issues, I was
unable to do so. Then, I wanted to create a door that must be pushed to come into the space, but
unfortunately I was unable to do that either. So finally, I arrived at hanging vines as an
experiment to engage the audience to duck to come into the space. I found that to be able to do a
similar activity as the other two ideas. However, I was not confident in what the vine form was
doing, or with how much attention it was taking up. I did not want my defense to be about the
experimental vines, I wanted it to be about my work and whether it is successful, so before the
exhibition opened I removed the vine form from the exhibition.
The pedestals my work rested on were all variants in height with organic movement and
texture. This caused the viewer to interact with the space around the pedestals differently than
they would with a traditional space. The pedestals were designed to show the development of
time. The first one I created completely hid the fact that the base was made of wood, as if the
form was completely enveloped with growths and texture. The progression from the first to the
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most recent became more truthful with each pedestal, and slowly exposed more and more of the
wood. I believe this spoke to what I have been told the pedestals resemble. I have heard coral,
stalactites, volcanic vents, rocks, growths growing, and ant mounds. When I saw all of them
together in the gallery, I thought it was a great evolution, which also spoke to my overarching
idea of time. Sometimes things are taken over and encased more quickly than others due to time
and its ecology.
The shelves were a last-minute idea that sprung from wanting to have a space for the
pieces to sit outside of a cabinet. I thought that creating a shelf that was specific to the artwork
gave the viewer a chance to purchase it and place it in a designated space in their home, a space
for the pieces to rest where everyone would be able to enjoy them visually even when not in use.
The shelves were hung to perform on a similar level as the pedestals in terms of awareness of
engagement of space. These spoke to time in a different way because I did not want to expose
the foundations of the shelves. I wanted to display time in terms of size, as if the shelves were
growing out of the wall at different times to show displays of time.
I was happy with the decision to have my artist statement in the gallery. I found that a lot
of people would read it first and then go to engage with the work, and that was the statement’s
intended purpose. I think it gave them a sense of ease because it stated that they could touch the
work while describing why they could and should. It also helped with the flow of the space. My
title cards were a chance to give a little insight to the audience that there might be possible
connections between pieces. I labeled all the artworks with “Ecology” but then put different
numbers behind them, like 4.0, 8.0, 8.4, 6.0. This was to show how some of the pieces were from
different ecologies and some were from the same but with different interpretations. The organic
pedestals helped to inform that space and its movement. It was pretty funny getting to arrange
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the pedestals, seeing how the iterations of those together with the space could create a different
mood. The largest, middle pedestal with the blue plates gave a completely different feeling when
arranged with the point facing towards the entrance rather than away, for example. (See Figure
6) When pointed toward the entrance it definitely made the audience not want to walk in. I laid
out the pedestals first and then planned where the shelves could go second, to be able to see the
whole interaction.
Overall, I was incredibly pleased with the show. I thought I had just enough work to
activate the whole space while not overwhelming the audience. My different ideas of time and
presentness were both found in the space and within the work. I hope that by getting to
experience the gallery, viewers were given a fresh outlook on living more presently and having
the excitement to get outdoors. Getting to experiment with installing all of my ceramic work into
the space gave me new ideas on how to get better interactions with the work and the space. As I
have said before, it is my hope that I can bridge the gap between people being afraid to use fine
art as well as giving the audience an experience that represents both theatricality and absorption.

Figure 11. Lyndsey Frantz, Ecology 8.4, 2021
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Figure 12. Lyndsey Frantz, Ecology 9.1, 2021

49
CHAPTER 9
CONCLUSION
The whole reason I chose to pursue this type of artwork is because I am fully and wholeheartedly invested. It is part of me and I am part of it, and I feel compelled to share my
experiences in hope of helping people. When people are viewing or using my work I want the
main takeaways to be about our health and all the small subtleties nature possesses, and to live as
much as we can in our present moment. Our society has brainwashed us into doing and thinking
what we are “supposed” to do. If we take a break or make a mistake, it is automatically
programmed into our brains to think we are a horrible person, when in reality the body, mind,
and soul needs rest. We were not made to run continuously.
There are whole bunch of societal resting points, but the rest I am referring to is about
getting to be yourself and doing something that makes your heart sing out with joy. That place
for me specifically, has been when I am outdoors in the woods. Nature does not give a flying
crap if we are out in it. We can sing, dance, contemplate life, hike, seek, explore, discover all the
things our society has deemed we do not need. But in reality, we need these things a lot. We do
not need to worry about nature judging us. As I have previously explained, there are so many
health benefits out in the environment, and this is a gift to us. We do not need to perform any
type of rituals to receive it, we just need to be out there. “Get well out there,” C.S. Lewis
explained perfectly: “In the same way, if a man has once looked at the Atlantic from the beach,
and then goes and looks at a map of the Atlantic, he also will be turning from something real to
something less real: turning from the real waves to a bit of colored paper……Neither will you
get anywhere by looking at maps without going to sea. Nor will you be very safe if you go to sea
without a map.” Life is about balance. We all need theory and we all need experience, we need
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both work and play, so whatever your ideas are about these pairings, just make sure you have
both.
I like to think my work is made up of both. There are a lot of layers within my work that
users and viewers can appreciate. Most importantly, I strive to alter the user’s experience by
manipulating our utilitarian objects to promote our health and presentness. I find it to be a
success if someone says my work has peculiarity or an anomalous quality. The second layer is
about learning the subtleties found in nature, and how they are different depending on what type
of ecology I am studying or inspired by. Then, as the viewer or user spends more time with the
work, they can start to unravel all the things I am pushing against and questioning. Ideas like,
what is deemed as a white pedestal? Why is that important? What is a handle? Why does a
utilitarian ceramic object need a definite and defined lip, foot, and body? Please keep in mind
that my work is not meant to be a conclusive “you got it!” idea. It is meant to be open to
interpretation, and I want to help activate that component of critical thinking for the user.
I feel I need to let everyone know that I am a follower of Jesus Christ. I am still learning,
but from understanding what I have learned so far I know that He was brought here to preach the
gospel and died on the cross for our sins. He often needed to get away and get alone to talk
closely with God. Unfortunately, our current society has practically made it impossible for us to
do that. I feel that nature is the one place our society hasn’t fully reached yet. That is why I talk
about nature being a gift that nurtures our souls and well-being. In the bible, it talks about two
different versions of time: Our relationship to God and our relationship to earthly time, the
eternal vs. the temporal. And apart from accepting Jesus as our Lord and savior, one of the things
we must also do in order to receive the eternal is living presently with God to receive the good
news He has set for our lives. I am not saying that my work is anywhere close to Godly: nope,

51
that is definitely not what I am saying. I am informing everyone that God has given me these
gifts. I did not earn them, and it is only by His sheer grace that I have overcome the hurdles my
work speaks about. I believe I make this type of work because it is His will for me and my work
to help people. If, when I am an eighty-year-old woman, ancient and frail, a person comes up to
me and says, “hey, your work has made a positive impact on my life,” then I know I can die a
happy woman. Life isn’t just about “getting by,” or “still breathing,” it is about having a purpose
in life and being brave and strong enough to sprint after it. So be present. Present as often as you
can. That is my wish for you.
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